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Introduction 

For nearly four decades, Paul Anderson was an active photographer, occasional teacher, and 
prolific author. Born in 1880, he turned to photography at the age of twenty-seven and shortly 
thereafter gave up his career as an electrical engineer. During the late teens he served on the 
faculty of the Clarence White School of Photography for several years. At the same time, he 
was building a reputation as a writer for several photography magazines. Anderson eventually 
wrote four books on photography, nine novels for young adults, and dozens of articles; at the 
time of his death in 1956 he had a wider reputation as a writer than as a photographer. 

Anderson's books and articles were largely about the technical and aesthetic concerns of 
pictorialism and his on-going feud with straight photography and other manifestations of 
modern art. Similarly, most of his photographs were made using the processes favored by 
pictorialists, such as platinum, palladium, gum, photogravure, bromoil, carbon, and carbro. 
When he did employ a silver process, he used textured chlorobromide papers that rendered 
softly diffused images. 

This guide is a companion to issue number 18 of the Center's research series, The Archive, 

which includes a biographical essay on Anderson and reproductions of twenty-three of his 
photographs. The Paul Anderson Collection at the Center numbers 436 prints, the majority of 
which were donated by his daughter, Mrs. Raymond C. Collins. It is a particularly valuable 
collection for photographic historians because it includes so many excellent examples of popular 
pictorialist processes -13 processes in all. In many instances, the Center holds images that have 
been printed by Anderson several times in several different processes, providing unequalled 
opportunities for direct comparisons. Because of the growing interest in these processes and in 
Anderson's own photographs and ideas, an extensive bibliography is included in this guide. 
Many of the books and articles referred to are also part of the Paul Anderson Collection. 

I wish to acknowledge my gratitude to Mrs. Raymond C. Collins, not only for her 
assistance with the bibliography but for placing her collection at the Center in the first place. 
Mrs. Frank Icaza has also generously donated several works by Paul Anderson, helping to 
enrich the collection. 
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Terence R. Pitts 
Curator and Librarian 
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The Education of the Photographic Artist 

Written in 1915, while Paul Anderson was teaching at the Clarence White School of Photog
raphy, "The Education of the Photographic Artist" touches on most of Anderson's principal 
beliefs about photography, art, and the role of art education. It was originally published in the 
December 1915 issue of Photo-Era. 

It is not claimed that the opinions which I shall express 
in the present article are necessarily correct beyond ques
tion, since no one can justly assume infallibility; but 
they are mainly the result of inductive inferences drawn 
from observations made during the course of my work 
as student, writer and lecturer, and for that reason may 
possibly have some value. 

The modern system of teaching, so far as this country 
is concerned, seems to be founded, as regards both 
schools and universities, on the assumption that educa
tion consists of the memorizing of a number of more or 
less related facts, this assumption being one which 
seems to me to be utterly fallacious and incapable of 
producing the highest type of development. It is true 
that it is adapted to produce the popular American ideal, 
the business man, and it is equally true that it is of value 
in developing the diligent plodder; but in order to culti
vate whatever spark of original genius the individual 
may possess some other method is imperative. Our pres
ent system may develop a Terburg or an Edison, but a 
Newton or a Turner will grow in spite of the system 
and not because of it, for the use of the imagination is 
necessary to the production of works of art as well as to 
scientific discovery. Some one may ask why an effort 
should be made to develop genius at the expe_nse of 
mediocrity, when the great majority of the inhabitants 
of this world are unquestionably mediocre; but the an
swer is very simple. Every normal person possesses 
congenitally some of the characteristics of genius, and if 
an endeavor is made to assist the growth of these charac
teristics the result will be a higher standard of medioc
rity, with a correspondingly higher level of genius. 

The question then arises, "What is the quality which 
distinguishes between mediocrity and genius?" and the 
reply lies, I believe, in the word used in the preceeding 
paragraph, "Imagination.' Most persons, if asked to 
name the distinguishing characteristic of genius, would 
say that it is the ability to think, that is, to reason; but, 
reduced to the last analysis, this ability is nothing else 
than imagination, combined with the power of mental 
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concentration. Both inductive and deductive reasoning 
require the formation of abstract mental images by the 
recombination of portions of concrete images; and this 
is the power which indicates the scientific investigator. 
In the case of the artist precisely the same ability is re
quired, for he also takes objective images and reunites 
the parts in different form, in order to make a new and 
homogeneous whole, it being well known that neither 
the artist nor the scientist nor any other individual is able 
to create new images. Men make new discoveries, and 
use the images thus gained for the further modification 
of their oki ones; but no human being has ever created a 
new image of any sort whatever. Since all forms of 
genius are either scientific or artistic in character, there 
being no sharp line of demarcation between the two, it 
follows that whatever system of education increases the 
imagination -literally, the power of forming 
images -will necessarily be productive of a higher men
tal level, and it is for this reason that I decry the present 
mnemonic system of education, which can but give 
concrete images, without endowing the student with 
the power of recombining them into new forms. Neces
sarily, however, the imagination must be as well con
trolled and ordered as any other bodily function if it is to 
be of value to the possessor or to society at large. 

Since, then, the fundamental requirement of the 
genius is a good imagination, it remains to see how that 
faculty is to be developed, and there is only one manner 
in which any power can be increased, the means being 
indicated in one of Spencer's laws of growth, "De
velopment varies as function.'' That is, any faculty 
whatever-assuming, of course, a normal individual
increases with exercise, and that is the only way in 
which it can be made to grow. When I was in college I 
studied Graphical Statics under a most delightful and 
most irritating professor-delightful personally, and 
professionally irritating, as will be seen. Many times, 
after working to the limit on a problem, I would appeal 
to him for help, and the answer was almost invariably as 
follows: "Well, my friend, I'll tell you. Let's have your 



pencil, friend." Then, after looking for some time at the 
problem, he would lay down the pencil and say: "No, 
friend, I won't tell you. Work it out for yourself, friend. 
It'll stay with you longer than if I told you," and away 
he'd go, leaving me divided between the desire to weep 
and the longing to swear. However, he was right; it 
stayed with me longer than if he had told me the an
swer, or even suggested a method of approach; and 
more by far than the knowledge gained was the educa
tion. "Development varies as function." So, in writing 
and lecturing, I try to follow the plan of my professor, 
and make the student use his own powers rather than 
rely on tabloid information; and to such an extent do I 
carry this principle that the reply, "Think," has become 
a by-word with my pupils. It should be noted that the 
imagination-that is, the logical faculty-may 
profitably be employed in all phases of the artist's work, 
since what the artist terms "feeling" is in reality nothing 
except the unconscious correlation of the objective 
image before him at the time with the subjective mental 
concepts resulting from former objective impressions. 

A work of art, to be of permanent and enduring value 
to the race, must, as I have elsewhere pointed out, 
arouse in the spectator some emotion or sentiment of an 
elevating character; and in order that this purpose may 
be accomplished it is necessary that the picture be in 
some sense a transcript of life. Inasmuch as the human 
entity consists of three parts, body, mind and spirit
the best psychologists are agreed that the human being 
does possess a soul, despite the contentions of the mate
rialists -it follows that a fine picture must have three 
analogous parts, and we may easily trace the analogy. 
The technique of any art-medium may be likened to the 
body; the design, that is, the arrangement of lines and 
masses or of color, to the mind; and the animating 
thought or sentiment to the spirit. Obviously, a picture 
may be simply a design, beautifulJy expressed, and such 
a one may be likened to the hedonist, who lives for the 
day only, or it may have a fine thought, but fail in 
design or in technique, when it may be compared to the 
man of great soul who, lacking either education or phys
ical strength, is of little value to the race. 

Since, then, the artist must have imagination, a sense 
of design and technique, the question is how to develop 
these faculties. It is apparent to every one who has ever 
considered the question of education that no one can 
teach any one else anything; that all education, whether 
it is true development or merely memorizing, must re
sult from effort on the part of the student. It is, how
ever, true that a good teacher may be of great value, for 
in the one case he can direct the pupil to sources of 
information, and in the other he can stimulate by means 
of suggestion and encouragement. We may, therefore, 
consider the manner in which technique is to be taught, 
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since that is the simplest to teach of the three qualities 
needed by the artist. Lectures and demonstrations by a 
competent instructor, with suitably graded problems 
and stringent-but constructive -criticism of the 
pupil's efforts, will accomplish this satisfactorily, pro
vided the desire for knowledge exists in the student's 
mind; and in this matter of the desire for knowledge lies 
another of the failings of our public-school system, 
which insists that all pupils shall memorize certain facts, 
regardless of possible interest or lack thereof in the par
ticular subjects comprising the curriculum. In some 
cases, of course, an especially able instructor can stimu
late an interest in his subjects; but this is due to the 
teacher and not to the system. In teaching design, the 
method should depend somewhat on whether the stu
dent is working in photography or in one of the other 
plastic arts, for the photographer's approach to compo
sition is different from that of the painter, sculptor or 
architect. The photographer finds his arrangements in 
nature, and his function is to appreciate and to extract 
such portions as may be complete in themselves; 
whereas the other worker begins with a blank space 
which he fills in a more or less satisfactory manner. 
Hence, the painter's composition is synthetic, the pho
tographer's being analytic. Of course, this is not invari
ably the case; sometimes the photographer builds his 
design himself -this is especially true in genre -and 
sometimes the painter simply paints directly what he 
sees before him; but in the main the case is as I have 
stated it. Therefore, the student of photography should 
be led into the presence of satisfactory designs by the 
great masters, should have pointed out to him the rea
sons why they are satisfying, and should be encouraged 
to take his camera and look for good designs himself, his 
efforts being, of course, subject to criticism, exactly as 
in the case of his technical endeavors. I would not, how
ever, be understood as implying that the photographer 
should ignore synthetic design entirely-actual work in 
the construction of arrangements and in space-filling 
will prove of great value to him; but I feel that greater 
stress should be laid on the analytic form unless the 
student intends to confine himself to genre-work. There 
remains the question of training the imagination, and 
this is the hardest of all. A careful student can teach 
technique and design, provided the pupil is desirous of 
learning; but to teach imagination, the subjective part of 
the work, an inspired genius is needed. Dick Heldar said 
of Kami: "He taught by inspiration, I swear. All he ever 
said was, 'Continuez toujours, mes enfants; continuez 
toujours;"' and that is about all that a teacher of subjec
tive approach can say, or, for that matter, need say. He 
can, though, insist that the student make an effort to 
express in each print some thought or emotion, that he 
never make an exposure heedlessly, and that he try to 



make even his technical exercises true pictures. Also, the 
teacher can use to good advantage Kami's other phrase: 
"Il y a du sentiment, mais il n 'y a pas de parti pris" -"It has 
feeling, but it lacks decision;" for decision is one of the 
greatest of all assets, and is the one most frequently 
lacking in the work of the student. It may be noted that 
decision is of two kinds: that referred to by Kami, which 
is definiteness of thought, and that referred to by Tom 
Welton, in "The Rules of the Game," when he said, "It 
isn't doing things, but deciding them, that makes a 
man." Therefore, the student should always endeavor, 
not only to have a definite purpose in view, but also to 
reach conclusions prompt! y, thereby strengthening a 
good mental habit, since the photographer's oppor
tunities often last but a few seconds, and vacillation may 
result in the loss of a good picture. 

There remains, then, only to determine in what order 
the three elements of the work should be taken up, and, 
though most persons feel that technique should precede 
the others, I myself consider that all should be studied 
simultaneously. Obviously, it would be foolish to teach 
the student what he should express but give him no 
opportunity of expressing it, and I believe it to be 
equally absurd to give him the power of expression but 
leave him unable to use it through lack of anything to 
say. True, some workers have a very definite idea of 
what they wish to convey, even before they take up the 
study of photography; but these are few, and the great 
majority should be encouraged to develop harmoni
ously. This can best be done by criticizing each of the 
student's prints for the three essentials -thought, design 
and technique-and by impressing on him the necessity 
for employing all three in each instance. He should al
ways have an answer ready for the question "What 
thought were you trying to express?" and he should 
always try for the most expressive design and should 
always aim at the best possible technical result. 

A very important point to which I have not yet re
ferred is the proper size of the class, and this is limited 
by several considerations. Obviously, in simple lecturing, 
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a person can talk to an indefinite number; but if the stu
dents are to receive the greatest possible benefit from the 
lectures they should be encouraged to ask questions 
freely, and if they are interested in the subject they will 
avail themselves of this privilege. This at once places a 
limit on the size of the class, since if too many questions 
are asked there will not be time enough to answer them 
all satisfactorily. In demonstrating, only as many stu
dents can be accommodated as can get within easy 
viewing-distance of the demonstrator's hands; and if the 
class exceeds this number it becomes necessary to repeat 
the demonstration, endangering the lecturer's freshness 
of spirit unless he takes care to change the form of his 
demonstration; and in any case consuming double the 
time required for a single demonstration. In criticism, 
time places a limit on the number of prints that can 
be considered; and of equal importance is the drain on 
the nervous energy of the teacher, this being no small 
consideration. I myself find six hours of lecturing and 
demonstrating to be as fatiguing as ten hours of hard 
physical labor; and criticism makes quite as much of 
a demand on the teacher's energy. So it will be seen that 
the best size of class is a matter for each instructor to de
termine for himself; and all that can be said here is that 
care should be taken not to exceed the number that can 
be properly handled. One man I know of limits his class 
to six pupils, but I think that most persons, by arrang
ing the work to best advantage, could teach a greater 
number than this, probably five or six times as many 
being taught satisfactorily, if one devotes his entire 
time to it. 

In conclusion, I would say that, although technique 
and design are absolutely necessary to full expression, it 
must not be lost sight of that they are but sterile and 
worthless things unless the user has a message for his 
kind. But, with the power of expression, even the light
est message, if it is a true one, becomes a glowing and 
living thing, affecting for good all people to all time. 

Paul Anderson 



Photographs 

The Paul Anderson Collection consists of245 different images and 191 "duplicate" images, for a 
total of 436 prints. Most of the duplicates, however, are not really duplicates since they are 
usually made in different photographic process, on different papers, and were often printed in 
different years. Throughout his life, Anderson returned to his negatives over and over, reprint
ing them in alternate ways and never (apparently) forming preferences. In the section that 
follows, all 245 different images are reproduced and all of the variations are listed below each 
image. The title is given only once, variant titles have been ignored for the sake of brevity. 
Likewise, the date shown for each image reflects the earliest date on any of the variant prints. 
This gives a better sense of the chronology of his negatives, although it is not entirely accurate 
because Anderson tended to date photographs when he printed them, not when the negative 
was made. The eight-digit number associated with each print is the Center's accession number. 

The following abbreviations have been used: 

Brom 
Brom Tran 
Carbon 
Carbro 
Chlor 
Chlorbrom 
Fres 

Bromide print 
Bromoil transfer print 
Carbon print 
Carbro print 
Chloride print 
Chlorobromide print 
Fresson print 

10 

GSP 
Grav 
Gum 
Gum pallad 
Gum plat 
Pallad 
Plat 

Unidentified silver print process 
Photogravure 
Gum bichromate print 
Gum palladium print 
Gum platinum print 
Palladium print 
Platinum print 



PORTRAITS 

Self-Portrait, Paul L. 
Anderson, 1914 
80:170:078 Plat 

PLA, Self-Portrait 
80:170:083 GSP 
80:170:084 GSP 

Mary G. Anderson, with 
Camera Work, 1909 
80:170:090 Plat 
80:170:091 Plat 
80:170:092 Plat 

PLA, Self-Portrait 
80:170:085 Gum Plat 

PLA, Self-Portrait 
80:170:079 Plat 

Mary G. Anderson, 1909 
80:170:095 Plat 
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PLA, Self-Portrait 
80:170:081 GSP 

Self-Portrait, Paul L. 
Anderson 
80:170:086 GSP 

(Mary G. Anderson), 1910 
80:170:094 Plat 

PLA, Self-Portrait 
80:170:082 GSP 

Mary G. Anderson, 1909 
80:170:087 Plat 
80:170:088 Plat 
80:170:089 Plat 

(Mary G. Anderson), 1910 
80:170:093 Plat 



M.G.A., Feather Boa 
80:170:096 Plat 

(Mary G. Anderson 

and Baby), 1912 
80:170:123 Plat 

MCA Paper Negative 
Direct in Camera, 1942 
80:170:103 Chlorbrom 
80:170:104 GSP 

(Mary G. Anderson), 1911 

80:170:097 Plat 

Mary G. Anderson, 1916 
80:170:099 Plat 

80:170:100 Plat 

MCA Paper Negative 
Direct in Camera, 1942 
80:170:105 Chlorbrom 
80:170:106 Chlorbrom 
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MCA In Black Lace 
Evening Gown, 1911 
80:170:098 GSP 

Mrs. Paul L. Anderson, 1925 
80:170:120 Plat 

80:170:121 Plat 
80:170:122 Plat 

(Mary G. Anderson), 1942 

80:170:102 GSP 

Mary G. Anderson 
80:170:101 Plat 

Portrait of M.G.A., 1942 
80:170:107 Chlorbrom 

Portrait Of The Artist's 
Wife, 1943 
80:170:108 Chlorbrom 
80:170:248 GSP 
80:170:249 GSP 



Portrait of MCA, 1943 
80:170:109 Chlorbrom 

MCA Costume Portrait, 1946 
80:170:112 Chlorbrom 

Mary G. Anderson, 1946 
80:170:114 Plat 

'�--- , 

kl$.• -� 
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Lady in a Garden, 1943 
80:170:199 Pallad 
80:170:200 Pallad 

Portrait-M.G.A., 1946 
80:170:113 Chlorbrom 

Mary G. Anderson, 1947 
80:170:116 Plat 
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Lady in White, 1944 
80:170:207 Chlorbrom 

(Mary G. Anderson) 
80:170:117 GSP 

Lady In a Garden II, 19 51- 52 

80:170:201 Pallad 
80:170:202 Pallad 
80:170:203 Pallad 

Portrait of M.G.A, 1945 
80:170:110 Pallad 
80:170:111 Pallad 

(Mary G. Anderson) 
80:170:118 GSP 

(Mary G. Anderson), 1956 
80:170:115 Plat 



� �� ., 

t· 

Afternoon Tea, 1940 
80:170:182 Chlorbrom 
80:170:183 Chlorbrom 

(Mary G. Anderson) 

80:170:119 GSP 
80:170:250 GSP 
80:170:251 GSP 
80:170:252 GSP 

Pinkie With Bowl 
80:170:131 Chlorbrom 

-��:�- , .. 
-,."� 
;�-·�-

From My Window: Sunday 
Afternoon, 1943 
80:170:205 Pallad 
80:170:206 Chlorbrom 

From My Window, 1951-52 
80:170:204 Pallad 

Pinkie 
80:170:132 Plat 
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Cleaning Silver, 1946-49 
80:170:187 Chlorbrom 
80:170:188 Chlorbrom 
80:170:189 Pallad 
80:170:190 Pallad 

Pinkie in White 
80:170:135 Plat 
80:170:136 Plat 

(Pinkie Anderson) 
80:170:259 Hess-Ives Color 

Hierography 

La Connaisseuse, 1951 
80:170:184 Pallad 
80:170:185 Pallad 
80:170:186 Pallad 

Pinkie 
80:170:134 Plat 

Pinkie 
80:170:137 Plat 



Pinkie 

80:170:133 Plat 

untitled 

80:170:129 GSP 

untitled, May 1917 
80:171:004 Plat 

Priscilla (Pinkie), 1929 

80:170:138 GSP 
80:170:139 Chlorbrom 

untitled, Feb. 1917 

80:171 :001 Plat 

untitled,July 1917 
80:171 :005 GSP 
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Pinkie 

80:170:140 Chlorbrom 

untitled, Feb. 1917 

80:171 :002 GSP 

�; . 

..•. ·.· .... ��-.. --. 
r_.. 

.• 

. � � 
• '131 '� ·:.\f :.•' 

untitled,July 1917 
80:171 :006 GSP 

Pinkie, Priscilla 

Anderson Binder, 1934 

80:170:141 GSP 

untitled, April 17 

80:171 :003 Plat 

untitled, Aug. 1917 
80:171:007 GSP 



untitled, Aug. 1917 

80:171:008 GSP 

untitled, Nov. 1917 

80:171:012 GSP 

untitled, Nov. 1917 

80:171 :016 GSP 

untitled, Aug. 1917 

80:171 :009 GSP 

untitled, Nov. 1917 

80:171:013 GSP 

untitled, Nov. 1917 

80:171:017 GSP 
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untitled, Aug. 1917 

80:171:010 GSP 

untitled, Nov. 1917 

80:171:014 GSP 

untitled, April 1918 

80:171 :018 GSP 

untitled, Sept. 1917 

80:171:011 GSP 

untitled, Nov. 1917 

80:171 :015 GSP 

untitled, April 1918 

80:171 :019 GSP 



untitled, April 1918 
80:171 :020 GSP 

untitled, Aug. 1918 
80:171 :024 Pallad 

untitled, Aug. 1918 

80:171 :028 Pallad 

untitled,July 1918 

80:171 :021 Pallad 

untitled, Aug. 1918 
80:171 :025 Pallad 

untitled, Aug. 1918 

80:171:029 Pallad 
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untitled, July 1918 
80:171 :022 Pallad 

untitled, Aug. 1918 
80:171:026 Pallad 

untitled, Sept. 1918 

80:171 :030 Pallad 
80:170:130 GSP 

untitled,July 1918 

80:171:023 Pallad 

untitled, Aug. 1918 
80:171 :027 Pallad 

untitled, Oct. 1918 

80:171:031 Pallad 



untitled, Oct. 1918 
80:171 :032 Pallad 

untitled, May 1919 
80:171 :036 Pallad 

untitled, May 1921 
80:171 :040 Pallad 

untitled, Oct. 1918 
80:171 :033 Pall ad 

untitled, May 1919 
80:171 :037 Pallad 

untitled, May 1921 
80:171:041 GSP 
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untitled, Oct. 1918 
80:171 :034 Pallad 

untitled,June 1920 
80:171 :038 GSP 

untitled, Dec. 1921 
80:171 :042 Pallad 

untitled, April 1919 
80:171 :035 Pallad 

untitled, Dec. 1920 
80:171 :039 GSP 

untitled, Dec. 1921 
80:171:043 GSP 



untitled, Dec. 1921 
80:171:044 GSP 

untitled, Dec. 1924 
80:171:048 Pallad 

Ruth 

80:170:143 Chlorbrom 

M.G.A., Pinkie, Ruth, 1921 

80:171:045 GSP 
80:170:124 Chlorbrom 
80:170:125 GSP 

Ruth, 1918 

80:170:142 Chlorbrom 

untitled, 1934 
80:170:126 GSP 
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untitled,June 1922 
80:171:046 GSP 

Ruth, 1930 

80:170:144 GSP 
80:170:145 GSP 
80:170:146 GSP 
80:170:254 GSP 

Outdoor Portrait, Ruth 

and Patsy, 1934-41 
80:170:157 Carbon 
80:170:158 Carbon 
80:170:159 Carbon 

untitled, Aug. 1923 
80:171:047 GSP 

untitled, 1931 
80:170:221 GSP 

A Little Night Music, 1937 

80:170:180 Carbon 
80:170:181 Carbon 



untitled, 1938 

80:170:127 GSP 

(Ruth Anderson), 1941 

80:170:149 GSP 

80:170:253 GSP 

untitled 

80:170:128 GSP 

Solitaire, 1938 
80:170:178 Chlorbrom 

80:170:179 Pallad 

Ruth, 1941 

80:170:154 Plat 

80:170:155 Plat 

80:170:156 Chlorbrom 

What Do The Critics Say?, 
1938 

80:170:168 Pallad 
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Home Portrait: Ruth 
Anderson, 1939 

80:170:160, 164 GSP 

80:170:161- 163 Chlorbrom 
80:170:165- 167 Pallad 

Trio (Ruth, Betsy Davenport, 
and M.G.A.), 1943 

80:170:197 Chlorbrom 

80:170:198 GSP 

80:170:255 GSP 

Ruth A., 1941 

80:170:147 GSP 

80:170:148 Chlorbrom 

Ruth, 1950-51 

80:170:150 Pallad 
80:170:151 Pallad 

80:170:152 Pallad 

80:170:153 Pallad 

Sunday Morning, 1939 Lunch Time Dad, 1941 

80:170:169-172,177 Chlorbrom 80:170:195 Chlorbrom 

80:170:173- 176 Pallad 



Breakfast, 1946 
80:170:196 Chlorbrom 

untitled 

80:170:229 GSP 

·� .. , 
�

. 

zt

_: ..
•... 
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The Brook 

80:170:213 Gum 

Patsy, 1931 
80:170:230 GSP 

Anne Brigman, 1910 

80:170:241 GSP 

Monday Morning, 1933 
80:170:214 Gum 

21 

A Song Recital, 1931 
80:170:208 Carbro 

The Sun-Worshipers, 

1915-1945 

80:170:210 Pallad 

Elizabeth [Hamwacher] 
80:170:238 Artatone 

(Collotype) 

Breakfast For Two, 1946 
80:170:191 Chlorbrom 
80:170:192 GSP 
80:170:193 Pallad 
80:170:194 Pallad 

A Dryad, 1915 
80:170:212 Pallad 
80:039:002 Plat 

Portrait of Jane E. 
Kidd, 1940 
80:170:234 Chlorbrom 
80:170:235 Chlorbrom 
80:170:236 Chlorbrom 
80:170:237 Chlorbrom 



Portrait of Jane E. 

Kidd, 1941 
80:170:231 Pallad 

80:170:232 Pallad 

80:170:233 Pallad 

Dr. Edward A. Reiley, 1910 

80:170:240 Plat 

untitled, 1944 

80:170:222 GSP 

Sir Douglas Mawson, 1915 
80:170:239 Gum Plat 
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untitled, 1945 

80:170:225 GSP 

80:170:226 GSP 

80:170:227 GSP 

80:170:228 GSP 

Walter R. Latimer, Sr., 1915 
80:039:004 Plat 

Dassouirelle, 1946 
80:170:223 GSP 

80:170:224 GSP 

Henry R. Poore 
80:170:219 Grav 

80:170:220 Grav 

80:170:256 Grav 

80:170:257 Grav 

80:170:258 Grav 



SMITH COLLEGE 

The Grecourt Gates, 1932 
80:077:015 Brom Tran 

80:077:016 Brom 

80:077:017 Brom 

80:077:019 Chlorbrom 

Entrance to Quad, 1932 
80:077:044 Brom 

80:077:078 Brom Tran 

80:079:025 Fres 

The Library, 1932 

80:077:026 Brom Tran 

80:079:011 Fres 

The Grecourt Gate, 1932 

80:077:018 Chlorbrom 

80:079:002 Fres 

Entrance to Martha Wilson, 
1932 

80:077:041 Brom Tran 

80:077:042 Brom 

80:077:043 GSP 

80:079:019 Fres 

Steps in the Quad, 1932 

80:077:053 Brom 
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Entrance to Quad, Martha 
Wilson, 1932 
80:077:033, 037 Gum 

80:077:034 Brom 

80:077:035 Chlorbrom 

80:077:036, 074 Brom Tran 

80:079:017 Fres 

Entrance to Martha Wilson, 
1932, 

80:077:038 Chlorbrom 

80:077:039 Brom Tran 

80:077:040 Brom 

The Arcade, 1932 
80:077:047 Brom Tran 

80:077:048 Chlorbrom 

80:079:018 Fres 

Lamp Post in Quad, 1932 

80:077:046 Gum 

80:077:049 Brom 

80:077:050 Gum 

80:077:084 Brom 

80:079:020 Fres 

Lilly Hall, 1932 
80:077:023 Brom 

80:077:024 Chlorbrom 

80:077:025 Brom 

80:079:009 Fres 

Mr. Kelly Smith, 1932 

80:077:068 Brom 

80:077:069 Brom Tran 

80:079:010 Fres 



Entrance to Comstock 
and Wilder Houses 
80:079:022 Fres 

The Fountain, 1933 
80:077:006 Brom Tran 

80:079:014 Fres 

Steps in the Quad, 
Night, 1933 
80:077:055 Gum 

80:077:056 Brom 

80:077:057 Gum 

80:079:024 Fres 

Doorway, Seely Hall, 1933 
80:077:032 Brom Tran 

After Last Chapel, 1933 
80:077:021 Brom Tran 

80:077:022 Brom 

The Clock Tower, College 
Hall, 1933 
80:077:013 Gum 

80:077:014 Fres 

80:079:001 Fres 
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Seely Hall, 1933 
80:077:031 Brom 

After Last Chapel II 
80:077:020 Gum 

80:079:031 Fres 

Doorway, College Hall, 1933 
80:077:001 Fres 

80:077:002 Brom 

80:079:004 Fres 

Steps in the Quad, 1933 
80:077:051 Gum 

80:077:052 Brom Tran 

80:077:054 Gum 

80:079:021 Fres 

The Observatory, 1933 
80:077:005 Brom 

80:079:030 Gum 

Burton Hall, 1934 
80:077:027 Fres 

80:077:028 Brom Tran 

80:077:029 Chlorbrom 

80:079:013 Fres 



Seely Hall, 1934 

80:077:030 Brom 

80:079:005 Fres 

The Athletic Field, 1934 

80:077:003 Brom 

80:077:004 Fres 

80:079:026 Fres 

Tenney House, 1936 

80:077:076 Brom 

The Ivy Procession, 1934 

80:077:079 GSP 

80:079:028 Fres 

Sage Hall, 1935 
80:077:058 Brom 

Old Tenney House, 1936 
80:077:067 Pallad 

80:079:035 Pallad 
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Entrance to Quad, Martha 
Wilson, 1934 
80:077:045 Brom 

Sage Hall, Night, 1935 
80:077:064 Gum 

80:077:065 Pallad 

80:077:066 Pallad 

80:079:033 Gum 

The Ivy Procession, 1938 

80:077:081 Brom 

80:077:083 GSP 

Paradise Pond, 1934-36 
80:077:007-011 Pallad 

80:077:012 Gum 

80:079:016 Frcs 

Sage Hall, Day, 1935 
80:077:059 Pallad 

80:077:060 Pallad 

80:077:061 Fres 

80:077:062 Gum 

80:077:063 Brom 

80:079:034 Fres 

Commencement, 1938 

80:077:080 Chlorbrom 



Nothing to Do Till 

To-Morrow, 1939 
80:077:070 Brom 
80:077:071 Brom 

The Grecourt Gate 
80:079:003 Fres 

The Library, Night 
(Negative by Priscilla 

Anderson) 
80:079:012 Gum 

The Fountain 

80:077:072 Pallad 

80:079:039 Fres 

The Letter Home 
(Negative by Priscilla 
Anderson) 

80:079:006 Fres 

The President's House 
(Negative by Priscilla 

Anderson) 
80:079:015 Fres 
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Lamont Bridge to the 
Athletic Field 
80:077:073 Pallad 

Washburn House -In the 
Classic Manner 
80:079:007 Fres 

The Sub-Freshman 
80:079:023 Fres 

Class Day Sing 
80:077:082 Chlorbrom 

80:079:029 Fres 

Washburn House-In the 
Modern Manner 
80:079:008 Fres 

Water Over The Dam 

80:079:027 Fres 



The Alumnae Gymnasium 
80:079:032 Fres 

. 

� .. 
. . 

. 
•• 

. -· 

untitled 

80:079:040 Fres 

80:079:041 Fres 

untitled 

80:079:036 Fres 

untitled 

80:079:042 Fres 

LANDSCAPE AND STILL LIFE 

A Doorway in Gramercy 
Square, 1909-1945 
80:170:215 Pallad 

80:170:216 Pallad 

80:170:217 Pallad 

80:170:218 Plat 

Purple Shadows, 1910 
80:170:055 Plat 
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untitled 

80:079:037 Fres 

Orange Park {N.J.), 
Lake, 1913 
80:170:062 GSP 

untitled 

80:079:038 Fres 

The Venus De Milo, 1912 

80:170:038 Gum 

80:170:039 Pallad 

80:170:040 Gum Pallad 

80:170:041 Plat 



untitled, 1915 

80:039:001 Plat 

Under the Brooklyn 
Bridge, 1917-1945 
80:170:042 Pallad 

untitled, 1935 

80:039:003 Plat 

Guenever, 1916-1942 
80:170:211 Chlorbrom 

In the Country of Oranges, 1919 

80:170:046 GSP 

Willows: Autumn, 1936 
80:170:056 Pallad 
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The Driving Wind, 1916-48 
80:170:209 Pallad 

The Venus De Milo, 1928-1951 
80:170:033 Pallad 

80:170:034 Pallad 

80:170:035 Pallad 

80:170:036 Pallad 

80:170:037 Pallad 

The Night Mail, 1938 
80:170:045 GSP 

October Morning in the 
Berkshires, 1916-1946 
80:170:068 Chlorbrom 

80:170:069 Chlorbrom 

The White Sail, 1934 
80:170:065 Chlorbrom 

80:170:066 Chlorbrom 

80:170:067 Brom 

Winter in the Park, 1939 
80:170:060 Chlorbrom 

80:170:061 Chlorbrom 



The Waterfall, 1942 

80:170:057 Gum Pallad 

A New England Farmhouse 

80:170:044 Grav 

80:170:243 Grav 

80:170:244 Grav 

80:170:245 Grav 

80:170:246 Grav 

Tausendschon Roses, 1942 
80:170:001 Chlorbrom 

Autumn Sunlight, 1942 

80:170:059 GSP 

The Fountain- Sunlight 

80:170:063 GSP 

Chrysanthemums, 1942 

80:170:027 GSP 
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Fog Pattern, 1943 

80:170:070 Chlorbrom 

80:170:071 Chlorbrom 

A Berkshire Meadow 

80:170:058 Pallad 

Maple Branch in Sunlight, 
1943 

80:170:072 Chlorbrom 

80:170:073 Chlorbrom 

East Canaan 
80:170:064 Chloride 

High Bridge 
80:170:043 GSP 

Maple Buds #2 
80:170:074 Chlorbrom 



Roses in Sunlight, 1943 

80:170:023 Gum Pallad 

80:170:024 Pallad 

80:170:025 Chlorbrom 

80:170:026 Chlorbrom 

80:170:242 Chlorbrom 

Book and Roses, 1945-51 
80:170:031 Pallad 

Hugonis Rose, 1946 
80:170:017 Chlorbrom 

80:170:018 Chlorbrom 

Nasturtiums, 1944 
80:170:003 Chlorbrom 

Souvenir De Claudius 
Pernet, 1946 
80:170:004 Chlorbrom 

80:170:005 Pallad 

80:170:006 Pallad 

Snowballs, 1947-51 
80:170:002 Chlorbrom 
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Vine in Sunlight, 1944 

80:170:075 Chlorbrom 

80:170:076 GSP 

80:170:077 Pallad 

Pear Blossoms, 1946 

80:170:007 Chlorbrom 

Still Life: Dahlias, 1947-51 
80:170:013 Pallad 

80:170:014 Pallad 

80:170:015 Pallad 

80:170:016 Pallad 

Still Life; Chinese 
Lanterns, 1944 
80:170:028 Chlorbrom 

80:170:029 Chlorbrom 

80:170:030 Chlorbrom 

Pear Blossoms, 1946 

80:170:008 Chlorbrom 

Daffodils, 1947 

80:170:009 Pallad 

80:170:010 Pallad 

80:170:011 Pallad 

80:170:012 Pallad 



Globe Thistles, 1947-51 
80:170:019 Chlorbrom 
80:170:020 Chlorbrom 
80:170:021 Chlorbrom 
80:170:022 Pallad 

The Gallatin River, Bozeman, 
Montana, 1947-49 

80:170:052 Chlorbrom 
80:170:053 Chlorbrom 

The Bubble, Anne Brigman 

(Copied by Paul L. Anderson 
from the Camera Work 
Photogravure) 

80:170:080 Fres 

untitled, 1951-52 
80:170:032 Pallad 

The Gallatin Canon, 1947-49 
80:170:047 Chlorbrom 

Sunset on the Bayou, 1944 
(Original negative by W. E. 

Dancy, enlarged negative 
and print by Paul L. 

Anderson) 
80:170:260 Pallad 
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Lodgepole Pines, Bozeman, 
Montana, 1947-48 
80:170:049 Chlorbrom 

Gallatin Valley, Bozeman, 
Montana 

80:170:048 Chlorbrom 

Landscape Near Arteaga 
(Original negative by W. E. 

Dancy, printed by Paul L. 

Anderson) 
80:170:261 Chlorbrom 

Lodgepole Pines, Bozeman, 
Montana, 1947-49 
80:170:050 Chlorbrom 
80:170:051 Chlorbrom 

The Gallatin River, Bozeman 
Montana, 1947-49 

80:170:054 Chlorbrom 
80:170:247 Chlorbrom 



Paul Anderson's Collection of 
Photographs by Other Artists 

The Anderson collection includes 45 photographs by other photographers. Most are original 
prints of various processes, while a few are photogravures. The photographers included are: 

Gordon R. Abbott (1) 
Anne Brigman (1) 
Catherine Collier (1) 
W. Edwin Dancy (9) 
Baron Adolf de Meyer (1) 
Bernh F. Eilers (1) 
Frank Eugene (1) 
W. G. Fitz (1) 

Jose Luis Fouts (1) 
Charles Kendall (1) 
W.R. Latimer (2) 
George P. Lester (1) 
W .  E. MacNaughton (2) 
D. T. MacRobener (1) 
Charles S. Martz (1) 
Karl Prokop (1) 
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Ernst Raba (2) 
Frederick E. Smith (1) 
Eduard Steichen (1) 
H. Y. Summons (11) 
G. Eric Sunderland (1) 
Vincent C. Vesce (2) 
Clarence White (1) 



Paul Anderson: A Bibliography 

BOOKS BY PAUL ANDERSON 

Pictorial Landscape-Photography 

Pictorial Landscape-Photography. Boston: Wilfred A. 
French, 1914. 

Pictorial Photography: Its Principles and Practices 

Pictorial Photography: Its Principles and Practices. Philadel
phia and London: Lippincott, 1917. [Revised in 1923 
and 1934] 

[review] "Information Wanted." Independent 92:3598 
(November 17, 1917), p. 345. 

[untitled review] Booklist 14:2 (November 1917), pp. 
47-48. 

[untitled review] British journal of Photography 70:3305 
(September 7, 1923), p. 557. 

The Fine Art of Photography 

The Fine Art of Photography. Philadelphia and London: 
Lippincott, 1919. [Reprinted in a facsimile version by 
Arno Press, 1973] 

[review] "Art and Its Masters." Review of Reviews 61:1 
Qanuary 1920), p. 110. 

[review] "Books in Brief." Nation 110:2847 Qanuary 24, 
1920), p. 117. 

[review] "The New Books." Outlook 123 (November 
12, 1919), p. 309. 

[untitled review] Booklist 16.3 (December 1919), p. 78. 

The Technique of Pictorial Photography 

The Technique of Pictorial Photography. Philadelphia: 
Lippincott, 1939. 

[untitled review] Pennsylvania Arts and Sciences 4 (1939), 
p. 82. 
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[review] Hall, Edward Fitch. "New Books on Photog
raphy." New York Times Book Review (October 23, 
1939), p. 31. 

[review] "Making Pictures." Saturday Review of Litera
ture 20:19 (September 2, 1939), p. 19. 

Novels for Young Adults 

[Note: Even though no reviews are included in this part 
of the bibliography, it should be noted that Anderson's 
novels were widely and favorably reviewed.] 

The Cub Arrives. New York: Appleton, 1927. 

Half-Pint Shannon. New York: Appleton, 1928. 

With the Eagles. New York: Appleton, 1929. 

A Slave of Catiline. New York: Appleton, 1930. 

For Freedom and for Gaul. New York: Appleton, 1931. 

The Knights of St.john. New York: Appleton, 1932. 

The Sword of Sergestus. Pittsburgh: Scholastic, 1932. 

Swords in the North. New York: Appleton-Century, 
1935. 

Pugnax the Gladiator. New York: Appleton-Century, 
1939. 

ARTICLES AND REPRODUCTIONS 

1909 

Anderson, Paul L. Portrait of an Artist's Daughter 
[reproduction]. American Photography 3:3 (March 
1909), p. 159. 

Rhodes, Harrison. New York -City of Romance. Harper's 
Monthly Magazine 119:714 (November 1909), pp. 
914-25. [4 reproductions by Anderson] 

1911 

Anderson, Paul L. "Sensitizing Platinum Paper." Ameri
can Annual of Photography 1912 (1911), pp. 45- 52. 



1912 

Anderson, Paul L. "Paper Negatives Direct in the 
Camera." American Annual ef Photography 1913 (1912), 
pp. 154-64. 

1913 

Anderson, Paul L. [untitled reproduction]. Die Photo
graphische Kunst injahre 1913 (Leipzig), vol. 12 (1913), 
p. 15. 

-- "The Photographic Representation of Motion." 
Platinum Print 1:1 (October 1913), pp. 6-9, 15. 

-- A Summer Afternoon [reproduction]. Platinum 
Print 1:2 (December 1913), p. 7. 

Le Gallienne, Richard. "Vanishing Roads." Harper's 
Magazine 126:755 (April 1913), pp. 730-39. [7 repro
ductions by Anderson.) 

1914 

Anderson, Paul L. "The Development of Pictorial 
Photography During the Past Quarter Century." 
American Photography 8:6 Qune 1914), pp. 326-34. 

-- Nude [reproduction]. Photograms of the Year 1914, 
plate 60. 

-- "Pictorial Landscape-Photography: Part I -The 
Subjective Side." Photo-Era 33:3 (September 1914), 
pp. 132-37. 

-- "Pictorial Landscape-Photography: Part I -The 
Subjective Side (Continued)." Photo-Era 33:4 
(October 1914), pp. 187-92. 

-- "Pictorial Landscape-Photography: Part II -

Composition -Values -Detail." Photo-Era 33:5 
(November 1914), pp. 244-49. 

-- Pictorial Landscape-Photography: Part II -

Composition -Values, Definition, Detail 
(Continued)." Photo-Era 33:6 (December 1916), 
pp. 287-92. 

-- "Where Are We to Get Our Pictorialists?" 
Platinum Print 1:4 (May 1914), pp. 2-5, 11. 

-- "Where Are We to Get Our Pictorialists? (The 
Second Part)." Platinum Print 1:5 (August 1914), 
pp. 6-10. 

-- The Venus de Milo [reproduction]. Platinum Print 
1:6 (November 1914), p. 10. 
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Dickson, Edward R. "Notes on Pictorial Photography. 
Platinum Prints 1:3 (March 1914), pp. 6-10. [See page 
10 for a discussion of several of Anderson's photo
graphs] 

Guest, Anthony. "Exhibition of the Royal Photography 
Society." Photo-Era 33:5 (November 1914), pp. 221-
32. [See pages 225-26 for a discussion of Anderson's 
entries to the exhibition] 

Mortimer, F. J. "The Year's Work and Some Thoughts 
for the Future." Photograms of the Year 1914, pp. 3-10. 
[See page 10 for a brief mention of Anderson] 

"Of Importance to Pictorialists." Platinum Print 1:5 
(August 1914), p. 12. [Contains several brief mentions 
of Anderson] 

"Study ing Our Illustrations." Platinum Print 1 :6 
(November 1914), p. 12. [Contains a brief mention of 
Anderson] 

Tilney, F. C. "Observations of Some Pictures for the 
Year." Photograms of the Year 1914, pp. 11-19. [See 
page 18 for a discussion of Anderson's photograph, 
Nude] 

1915 

Anderson, Paul L. "The Choice of a Plate and a 
Developer, Part III." American Photography 9:1 
Qanuary 1915), pp. 6-16. 

-- "The Choice of a Plate and a Developer, Part 
IV." American Photography 9:1 (February 1915), pp. 
86-94. 

-- Dancer [reproduction]. Platinum Print 2:2 (1915?), 
p. 10. 

-- "The Education of the Photographic Artist." 
Photo-Era 35 (December 1915), pp. 269-72. 

-- The Fur Boa [reproduction]. Photograms of the 
Year 1915, plate 29. 

-- "The Negative." American Photography 9:12 
(December 1915), pp. 699-704. 

-- "Pictorial Landscape-Photography: Part III, 

Technical Methods." Photo-Era 34 Qanuary 1915), pp. 
23-28. 

-- "Pictorial Landscape-Photography: Part III, 

Technical Methods (Continued)." Photo-Era 34 
(February 1915), pp. 76-80. 

-- "The Rapid Drying of Carbon-Tissue." Photo
Era 35 (August 1915), pp. 76-79. 

-- "Textures." American Annual of Photography 1916 
(1915), pp. 22-25. 



-- "The Work of William E. Macnaughton." 
Photo-Era 34 (March 1914), pp. 106-12. 

French, Wilfred A. "Our Illustrations." Photo-Era 34 
(January 1915), pp. 44-5. [See page 45 for a brief 
discussion of Anderson's photographs] 

French, Wilfred A. "Our Illustrations." Photo-Era 34 
(February 1915), p. 96. [Contains a brief discussion of 
Anderson's photographs] 

Le Gallienne, Richard. "The Treasures of the Snow." 
Harper's Magazine 130:777 (February 1915), pp. 381-
91. [8 reproductions by Anderson] 

Tillney, F. C. "Observations on Some Pictures of the 
Year." Photograms of the Year 1915. (1915), pp. 8-15. 
[See page 14 for a brief discussion of Anderson] 

1916 

Anderson, Paul L. Golden Light [reproduction]. Photo
grams of the Year 1916, plate 28. 

-- "Oil and Bromoil for Portraiture." American An
nual of Photography 1917 (1916), pp. 244-49. 

Bland, W. R. "Observations on Some Pictures of 
the Year." Photograms of the Year 1916, pp. 10-18. 
[See page 14 for a brief mention of Anderson's 
photograph, Golden Light] 

1917 

Anderson, Paul L. "The Hess-Ives Process of Color 
Photography." American Annual of Photography 1918 
(1917), pp. 56-63. 

-- "On Going to the Photographer." Suburban Soci
ety (East Orange, New Jersey) 2:22 (January 20, 1917), 
pp. 6, 16. 

-- [untitled reproduction]. The New Country Life 
32:5 (September 1917), p. 42. 

"Paul Anderson and His Art." Suburban Society (East 
Orange, New Jersey) 2:22 (January 20, 1917), pp. 
6-7. 

1918 

Anderson, Paul L. Apple Trees [reproduction]. Photo
grams of the Year 1918, plate 48. 

-- "The Carbon Process." American Annual of Pho
tography 1919 (1918), pp. 184-204. 
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-- "The Story of Photography." The Mentor 6:12 
(August 1, 1918), entire issue. 

Bland, W. R. "Observations on Some Pictures of 
the Year." Photograms of the Year 1918, pp. 8-15. 
[See page 13 for a brief discussion of Anderson's 
photograph, Apple Trees] 

Le Gallienne, Richard. "Tree Worship." Harper's 
Magazine 137:818 (July 1918), pp. 239-49. [8 repro
ductions by Anderson] 

1919 

Anderson, Paul L. "The Graflex for Pictorial Work." 
American Annual of Photography 1920 (1919), pp. 
64-80. 

1920 

Anderson, Paul L. Dragon-Fly Dance [ieproductior\J. 
Photo grams of the Year 1920, plate 7. 

-- "Winter Work." American Annual of Photography 
1921 (1920), pp. 9-20. 

Tilney, F. C. "Some Pictures of the Year." Photograms of 
the Year 1920, pp. 28-34. [See page 32 for a brief men
tion of Anderson] 

1921 

Anderson, Paul L. "Outdoor Portraiture." American 
Annual of Photography 1922 (1921), pp. 146- 55. 

1922 

Anderson, Paul L. "Carbon and Carbro for Portrai
ture." American Annual of Photography 1923 (1922), 
pp. 40-50. 

-- "Outdoor Portraiture." American Annual of 
Photography 1922, (1924), pp. 146-55. 

Anderson, Paul L. "Platinum Paper for Portraiture." 
American Annual of Photography 1925 (1924), pp. 54-65. 

1923 

Anderson, Paul L. "Hand Work in Photography." 
American Annual of Photography 1924 (1923), pp. 9-20. 



1924 

Anderson, Paul L. "Platinum Paper for Portraiture." 
American Annual of Photography 1925 (1924), pp. 54-65. 

1925 

Anderson, Paul L. "Values." American Annual of Photog
raphy 1926 (1925), pp. 132-43. 

1933 

Anderson, Paul L. "Modernistic Reactionaries." Ameri
can Photography 27:1 Qanuary 1933), pp. 30-40. 

1934 

Anderson, Paul L. "Pictorial Photography, Subjective 
and Objective -Part I-The Character of Photog
raphy." The Camera 49:4 (October 1934), pp. 217-21. 

-- "Pictorial Photography, Subjective and 
Objective-Part II-Classic and Modern Schools." The 
Camera 49:5 (November 1934), pp. 289-93. 

-- "Pictorial Photography, Subjective and 
Objective -Part III -The Study of Pictures." The Cam
era 49:6 (December 1934), pp. 369-72. 

-- "Thoughts on Modern Photography." The Cam
era 48:3 (March 1934), pp. 145-56. 

"Orange Camera Club." The Camera 48:1 Qanuary 
1934), p. 49. [Contains a brief mention of Anderson] 

"Orange Camera Club." The Camera 48:3 (March 
1934), p. 190. [ Contains a brief mention of Anderson] 

1935 

Anderson, Paul L. "The Fresson Process." American 
Photography 29:10 (October 1935), pp. 597-610. 

-- "The Gum-Pigment Process-Part I (General 
Character and Theory)." The Camera 50:4 (April 1935), 
pp. 217-22. 

-- "The Gum-Pigment Process -Part II (Type of 
Negative and Paper)." The Camera 50:5 (May 1935), pp. 
292-96. 

-- "The Gum-Pigment Process -Part III (Ingre
dients and Implements)." The Camera 50:6 Qune 1935), 
pp. 361-65. 
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-- "The Gum Pigment Process-Part IV (Coating 
Paper)." The Camera 51:1 Quly 1935), pp. 5-8. 

-- "The Gum-Pigment Process -Part V, Printing 
and Developing." The Camera 51:2 (August 1935), 
pp. 73-77. 

-- "The Gum-Pigment Process-Part VI, General 
Remarks." The Camera 51:3 (September 1935), pp. 
145-51. 

-- "Pictorial Photography, Subjective and 
Objective-Part IV-Training the Eye." The Camera 
50:1 Qanuary 1935), pp. 10-14. 

-- "Pictorial Photography, Subjective and 
Objective-Part V-Technical Methods." The 
Camera 50:2 (February 1935), pp. 73-76. 

-- "Pictorial Photography, Subjective and 
0 bj ecti ve -Part VI -Finishing the Print." The 
Camera 50:3 (March 1935), pp. 145-50. 

-- "Some Pictorial History." American Photography 
29:4 (April 1935), pp. 199-214. 

1936 

Anderson, Paul L. "On the Judging of Pictures." Ameri
can Photography 30:8 (August 1936), pp. 487-92. 

Haz, Nicholas. "On the Judging of Pictures." American 
Photography 30:11 (November 1936), pp. 709-14. [A 
response to Anderson's article of the same title which 
appeared in the August issue of American Photography] 

1937 

Anderson, Paul L. "The Appreciation of Photographs." 
American Photography 31:7 Quly 1937), pp. 457-78. 

-- "Hand-Sensitized Platinum Paper." American 
Photography 31:10 (October 1937), pp. 685-702. 

-- [Letter to the Editor]. American Photography 31:1 
Qanuary 1937), pp. 63-65. 

-- "The New Jersey Salon of Photography." Ameri
can Photography 31:11 (November 1937), pp. 768-74. 

-- "An Open Letter to C.H. Claudy." The Camera 
55:2 (August 1937), pp. 73-74, 76. 

Claudy, C.H. "An Open Reply to Paul L. AndersOJ'.l_" 
The Camera 55:2 (August 1937), pp. 78, 80, 82-83. 

1938 

Anderson, Paul L. "For Smaller and Better Salons." 
Camera Craft 45:6 Qune 1938), pp. 266-74. 



-- "Hand-Sensitized Palladium Paper." American 
Photography 32:7 Quly 1938), pp. 457-60. 

-- "How to Judge Photographs." American Photog
raphy 32:12 (December 1938), pp. 845-54. 

-- "On Photography as a Fine Art." American Pho
tography 32:5 (May 1938), pp. 305-18. 

-- "On Photography as a Fine Art." Quest (Decem
ber 1938), pp. 8, 27-9. 

-- "Quality in Photographs." American Photography 
32:2 (February 1938), pp. 86-102. 

--The Rationale of Pictorial Composition." Ameri
can Annual of Photography 1939 (1938), pp. 7-14. 

1939 

Anderson, Paul L. "Enlarged Negatives by Reversal." 
American Photography 33:8 (August 1939), pp. 594-
600. 

-- "How to Judge Photographs." American Photo
graphy 33:1 Qanuary 1939), pp. 6-20. 

-- "Special Printing Processes." In Handbook of Pho
tography, edited by Keith Henney and Beverly Dud
ley, pp. 466- 506. New York: Whittlesey House, 
1939. 

-- "Superstition in Photography." American Photo
graphy 33:4 (April 1939), pp. 241-52. 

1940 

Anderson, Paul L. "Coils of Rope and Picket Fences." 
American Photography 34:4 (April 1940), pp. 246-54. 

-- "How-and Especially Why-I Make My 
Photographs." American Photography 34:9 (September 
1940), pp. 636-48. 

-- "Palladium Versus Silver Prints." Photo Tech
nique 2:8 (August 1940), pp. 58-61. 

-- "When Is a Good Photograph Not a Good Pho
tograph? American Photography 34:6 Qune 1940), pp. 
391-98. 

Aster, A. K. "On Salons." Camera Craft 47:9 (Sep
tember 1940), pp. 458-59. [Includes a photograph by 
Anderson of the Montclair (New Jersey) Art 
Museum, demonstrating the manner in which "good 
photographs should be properly displayed"] 

Koch, Clarence W. [Letter to the Editor]. Camera Craft 
47:1 Qanuary 1940), pp. 45-46. [Contains frequent 
references to Anderson's photographs] 
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1941 

Anderson, Paul L. "Photographic Values." American 
Photography 35:6 Qune 1941), pp. 389-400. 

-- "The Rationale of Pictorial Art." American 
Annual of Photography 1942 (1941), pp. 190-96. 

1942 

Anderson, Paul L. "Home Portraiture." American 
Annual of Photography 1943 (1942), pp. 32-40. 

-- "On the Question of Print Size." American 
Photography 36:12 (December 1942), pp. 22-23. 

1943 

Anderson, Paul L. "Paper Negatives Direct in the Cam
era." American Photography 37:2 (February 1943), pp. 
16-19. 

1944 

Anderson, Paul L. "One Man's Views." The journal of 
the Photographic Society of America 10:9 (November 1944), 
pp. 607-8, 706. 

1949 

Anderson, Paul L. [Letter to the editor]. American Photog
raphy 43:12 (December 1949), p. 735. 

1956 

"Paul L. Anderson" (obituary). New York Times Sep
tember 17, 1956, p. 27. 

1974 

Romney, Edward H., ed. The New Pictorialist Bulletins: 
A Textbook of Classic Photography. Ellenboro, North 
Carolina: no pub., 1974. [Reprints two articles by An
derson from The Camera, 1934: "Thoughts on Modern 
Photography" and "Pictorial Photography, Subjective 
and Objective"] 



1977 

Symbolism of Light: The Photographs of Clarence H. White. 
Wilmington, Delaware: University of Delaware, 1977. 
[Contains occasional references to Anderson] 

1979 

Cohen, Susan E. "Recent Acquisitions: Paul Lewis 
Anderson." Image 22:2 Oune 1979), pp. 15-20. 

1980 

Anderson, Paul L. "Introductory." In A Photographic 
Vision: Pic torial Photography, 1889-1923, edited 
by Peter C. Bunnell, pp. 197-201. Salt Lake City: 
Peregrine Smith, 1980. [Reprinted from The Fine 
A rt of Photography, 1919. Three reproductions by 
Anderson are included in the Photographic Section.] 

Weston, Edward. "Random Notes on Photography." 
In Edward Weston: -Photographs and Papers, pp. 4-8. 
Tucson: Center for Creative Photography, 1980. 
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(Guide Series Number 3.) [In these notes for a 1922 
lecture before the Southern California Camera Club, 
Weston makes veiled references to Anderson and his 
theories; see page 6] 

1981 

Pultz, John and Catherine B. Scallen. Cubism and 
American Photography, 1910-1930. Williamstown, 
Massachusetts: Sterling and Francine Clark Art 
Institute, 1981. [See page 11 for a discussion of 
Anderson's photography] 

1983 

Peterson, Christian A. Pictorialism in America: The 
Minneapolis Salon of Photography, 1932-1946. 

Minneapolis: Minneapolis Institute of Arts, 1983. 
[Includes 3 reproductions by Anderson and frequent 
references to his photography] 

This bibliography was compiled by Terence R. Pitts. 



Guide Series 

The Guide Series, supported by a grant from the National Endowment for the Arts, 1s 
an on-going series of introductions to portions of the Center's collections. 

Ernest Bloch Archive: A guide to the extensive collection of negatives (many of which 
are stereo glass plates) of photographer and composer Ernest Bloch, 1880-1959. 

Paul Strand Archive: A guide to the prints, correspondence, and manuscripts m the Paul 
Strand Archive. 

Edwa rd Weston: Photographs and Papers: A guide to the holdings of prints and 
correspondence by Edward Weston in several of the Center's collections. This guide was 
published before the Center acquired the complete Edward Weston Archive, which will be the 
subject of a future guide. 

Acquisitons, 1975 to 1977: A photographer index to the acquisitions of the Center for 
Creative Photography during its first three years. 

Sonya Noskowiak Archive: A guide to the prints, negatives, and correspondence in the 
Sonya Noskowiak Archive, including 382 reproductions of photographs in the 
archive. 

Wynn Bullock Archive: A guide to the prints, negatives, manuscripts, and cor
respondence in the Wynn Bullock Archive, including a section of 194 reproductions of 
photographs in the archive. 

Paul Anderson Collection: A guide to the Center's Paul Anderson holdings; includes 247 repro
ductions and a bibliography. 

Henry Holmes Smith Papers: A guide to the manuscripts and correspondence; also includes 
critical essay and bibliography. (available Fall 1983) 

Single copies or trade orders may be ordered from: University of Arizona Press, 250 East 
Valencia Rd., Tucson, Arizona 85706. 
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